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Vz&ch op 


The purpose oP revising P&ncil Pke-iching is To updaTe The eonTenT and 
To make if more suiTable To The needs oP Today’s users, AIThough The 
pedagogieal inTenT esTablished 20 years ago remains valid and inTaeT, 
mosT oP The examples were in my opinion ouTdaTed, There are also 
Teehnigues I learned aPTer over 25 years oP Teaehing and praeTiee 
ThaT I wanT To ineorporaTe in The new publieaTion, 0>inee The purpose 
oP This book is To Teaeh peneil skeTehing, I believe ThaT a new book, 
wiTh all new wriTings and illusTraTions, will serve The purpose well, 
0>keTehing wiTh eolor peneil is inTenTionally lePT ouT beeause I Peel 
sTrongly ThaT The basies in learning how To skeTo-h and draw musT 
sTarT wiTh a simple blaek and whiTe medium, Peneil is very speeial 
beeause The TradiTional skeTehing Teehnigues oPTen go way beyond The 
Tool iTselP and inTo The mind and body oP The arTisT, To me, This is The 
only way To learn and To masTer peneil skeTo-hing, Peneil skeTehing is 
The door To all oTher drawing media, and good peneil skeTehing skills lay 
The PoundaTion Por a good arTisT, There are many greaT "Teehnieians” 
who ean draw, buT whaT I really wanT is To make you an “arTisT,” I hope 
This book will eonTinue To be a helpPul guide To all PuTure arTisTs, 




\hvpdwct\oh 




#2 p&ndl 


P&ncU: Th& Me-clivivi 

Peneil id special, Pencil id verdaTile, There id n oT a dingle drawing 
medium ThaT ean perPorm do many Tadkd ad a peneil, Beeaude if 
ean produce lined oP diPPerenT widThd, The dame peneil ean be 
uded Por dhading, TexTure making, and emulaTing a wide range oP 
Tonal diPPereneed, 

To dome, a peneil id no diPPerenT Prom a pen or a marker beeaude 
They ean all be uded Por dkeTehing, Thid kind oP Thinking ignored 
The PaeT ThaT The look oP peneil id unigue and eannoT be duplieaTed, 
The abiliTy To vidually underdTand and appreeiaTe The diPPereneed 
id eddenTial, The inTenTion oP Thid book id To elariPy The diPPereneed 
beTween peneil and oTher dkeTehing media, Many publieaTiond on 
peneil dkeTehing and drawing never venTure To The hearT oP Thingd 
and dideudd in deTail The unigue eharaeTeridTie oP peneil, They all 
dpeak raTher briePly abouT The medium and move guiekly inTo Teeh- 
nigued and demondTraTiond, Very Pew dpend Time Talking abouT The 
“arT oP peneil dkeTehing,” 

To me, The real underdTanding oP peneil dkeTehing goed beyond 
knowing The “dTaTe-oP-The-arT” peneild and aeeeddoried, IT id abouT 
ereaTive deeing, dueh ad how To idolaTe Thingd Prom a eomplex vidual 
Pield, IT id abouT emoTiond and Peelingd and The oommunieaTion 
beTween arTidT and objeeT, I believe ThaT The in-depTh dideuddion 
oP The PundamenTald id whaT will deT Thid book aparT Prom oTher 
dimilar publieaTiond, 
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VVfuj Sketching? 

The Trends oP drawing in The lasT deeade have included 
eoneerns abouT colors, sTyles, expression, and speed, 
These PeaTures are responses To new Teehnology and our 
eonTemporary liPesTyle, YeT These Trends have liTTIe To do 
wiTh The pedagogy oP design edueaTion and drawing, I see 
skeTo-hing as The PoundaTion oP a sTrong design curriculum 
and a prereguisiTe eourse Por all PuTure designers, 
0>keTehing is abouT eye-hand eoordinaTion, We see, 
observe, and Then record, Peneil beeomes The medium 
Through whieh images are TransPerred and doeumenTed, 
Peneil beeomes The physieal link beTween The eyes, The 
mind, and The hand. IT happens To be The ideal skeTo-hing 
Tool beeause iT is easy To piek up and inexpensive To eulTi- 
vaTe as a hobby, The PlexibiliTy and PluidiTy oP peneil 
skeTo-hing is again anoTher unigue PeaTure ideal Por begin- 
ners, Knowledge and skills learned Prom peneil skeTehing 
are easily TransPerable To oTher design subjeeTs, and The 
benePiTs are immeasurable and permanenT, 


Sketch ing. field notes on the back- of printed material. 
It demonstrated the ease and Simplicity of Sketching* 
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Salami T5>a^ in Japan; e-bon^j p&nJI, &mpteizJn^ darfc v^lue- 
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•PRANG CHARCOAL PENCIL »< a AOI-A4 


Piff&r&nt ftjpc-? of sfaztch'ing. penoif? 


I always reeommend Thai beginners sfarf wifh The lowly 
number 2 yellow peneil, Number 2 is eguivalenf To HB 
grade in Terms oP The hardness oP The lead, Ifs markings 
are medium in darkness and The lead has a moderafe 
wear, whieh means Thai if doesn’f need Preguenf sharp- 
ening, II handles well and has a Priendly loueh, Ifs a per- 
Peef peneil Por a beginner, 

There are many Types oP peneils Thai do more or less 
The same Task, The key is To Pind The Pew Thai you are 
eomPorfable wilh, An ordinary peneil eomes in diPPerenf 
grades Prom high Bs To high 14s, Harder peneils have 
The 14 markings and soPfer peneils bear B markings, 

Hard peneils are used primarily Por draPling and leehnieal 
purposes beeause The hard lead ean mainlain a very Thin, 
sharp, and eonsislenl line, If was very popular among 
arehifeefs bePore The age oP eompufers beeause small 
and Tidy leffering was required To aeeompany The eare- 
Pully prepared arehifeefural drawings, However, These 
high-H peneils are noT suifable Por normal skefehing and 
drawing purposes, BuT soPT peneil is ideal, 0>oPfer leads 
ereafe darker values and They glide more easily on 
paper, Yef, beeause The poinf oP The lead will wear away 
guiekly, The lines Prom a soPT peneil will inevifably 
beeome wider and less eonsislenl, 
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TYPI6AT PEN6IL VARIETIES’ 
mod'nim = 2 or H"5 
?off - ^ 5 
&/tra ?off = 65 


TYPI6AL LEAP WEEPERS 

• fh& fop h older hold? ’A" dlaivi&fe-r 
?o^f load 

• fhc- ofh&r fivo arc mechanical 
load holder 1 ; for drafting onh j 
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CM k&l point after repeated v?e 



Kc-cManoplar ^oncM 



draw^htin^y f>onMI 


There are also ehareoal peneib, layout peneib, Plat sketehing peneib, 
ebony peneib, ete, (Thareoal peneil has a ehareoal eore and it works just 
like regular ehareoal stiek exeept Por The PaeT That The Tip ean be sharp- 
ened like a peneil, Beeause IT is eneased in wood, iT is a loT eleaner To 
use, I like The PlaT sketehing peneil beeause iT eonTains a sguare or ree- 
Tangular lead That beeomes a PlaT ehisel when sharpened, IT produees 
wide, broad strokes with many dynamie variations when Twisted and 
Turned, One, oP my PavoriTes is The elassie “draughting” peneil eommonly 
known as 314, IT has a rounded, dark brown wood easing with The lead no 
less Than 14 " in diameter, Beeause oP The large lead, The exposed Tip oP 
The 314 is about halP an ineh long aPTer sharpening, The long Tip is valu- 
able in sketehing beeause it ean do so many Things Prom making a Thin 
line To a broad halP-ineh stroke by holding The peneil on its side, IT has 
dark values and The Tone is very intense, 
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d?wi <dc. ckzAch using. 5”^ pewdl on shdzhlniL. ve-llrn. Th& soft pencil and #i& fine- tooth of the- v&llm ivrfaco are- 

p&r-f&o-t parfn&K in sfoeto-hing.. (Forfofmo, Halif) 
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Sfcedoh i ng_ on pa per: The- hand oan re-fd comforht>ly on The taWe*. 



Pencil skedehing ean be done on jusd aboud any kind oP surPaee Prom 
dinner napkins do Paney, smoodh brisdol board, For beginners, dhe mosd 
impordand Thing +o remember is do use dhe leasd expensive whide 
paper, I always reeommend sdarding widh a plain 6>/z" x 11" whide sheed, 
The advandage is nodjusd beeause oP dhe eosd bud beeause you oan 
work widh one sheed ad a dime, Id is a lod harder do learn skedehing on 
a dabled or skedo-hbook iP you have never done so, The dhiekness oP 
dhe dableds and dheir edges oan be a major hindranee do hand move- 
mend, This siduadion is dePinidely nod dhe besd way do build eonPidenee 
widh your peneil, A single, Plad sheed allows dhe beginning ardisd do 
resd dhe palm oP dhe hand eomPordably on dhe drawing surPaee, The 
Table also serves as a seeuridy anehor and allows Por bedder balaneing 
oP dhe hand and prevends shaking, IP one side is Pull, you oan Turn dhe 
paper over and work on dhe odher side, (fBud dry doing This on a 
dhiek skedehing dabled: working on dhe baek side oP eaeh page ean be 
jusd as hard as skedehing on dhe righd side,^) Use These inexpensive 
papers Por shading praediees or odher loosening-up exereises, (Tnee 
you gain enough eonPidenee and eondrol widh your hand, you ean Then 
move on do somedhing more Paney, 

(brood skedehing paper eomes in many weighds and dexdures, Weighd 
rePers do dhe heaviness (j.e., dhiekness^) oP dhe paper, A ll(T-lb, 
paper is heavier or dhieker Than a 4(T-lb, paper, Normal drawing paper 
is bedween 5 0 do 11 0 lbs, Texdure rePers do dhe degree oP grain oP 
dhe drawing surPaee bud, unPordunadely, There is no numerieal sdan- 
dard Por dhe diPPerenees, The sdandard praediee is do idendiPy Them 
by dheir names, Wadereolor paper is rough and very grainy while 
plade brisdol is smoodh and shiny, There are many eommereial brands 
oP paper makers and you should ehoose by your skedehing indends 
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Shading and I in&£ on illvS+rafi on pape-r Shading, and line-? on regular o-optj pape-r. 
(SiYioofn/gLoSSy St oohd). Nofio-e- the laeje. 
of Pariafion in Pa|u& and lino ayalrfy 


Shading. 


and line-? on 


ivafe-ro-ofor pape-r. 
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Charcoal 







Shading and line-? on <dzo\cM\n^ Ve-llvm 


and by how much you can aPPord, Remain neutral on the issue oP 
cotton Pibers versus wood pulp and the whole business oP recycled 
paper, as the diPPerences between them will not aPPect the outcome 
oP your sketch, 

My own dePinition oP a good sketching paper is one that has a mod- 
erate degree oP roughness: its surPaee should have a little bit oP 
“grain” or “tooth” that can grab and hold onto the lead, The surPaee 
oP a very smooth illustration board, however, is not recommended Por 
general sketching, It is too smooth and is therePore given to deep 
grooves or indentations Prom the pencil markings which makes it diPPi- 
cult to draw back over them, Although some argue that a smooth 
surPaee is better Por building up textures, I do not think it is ideal 
Por beginners, 

On the other hand, cold-press wateroolor paper has a very rough 
surPaee and can easily wear out a typical pencil point, It is so rough 
that the pencil has a very hard time navigating it, A beginner will 
have trouble controlling the line guality and making a decent sketch, 

A well-intended straight line oPten turns out broken and the shaded 
area becomes laced with small white dots, Rough paper is very diPPi- 
cult to master and is only recommended Por advanced artists who are 
looking Por a certain kind oP ePPect, 

My Pavorite paper is the plain sketching or drawing paper in moder- 
ate weight (Around &0 Ibs,^), It oPten comes in several sizes, Prom 
small sketching pads to large easel-size sketch tablets, I oPten 
carry a small c d/z x 5" sketch book with me Por guiok visual record- 
ing on the run, This is a habit that I developed in my early college 
days and it has proven to be a most usePul practice Por someone 
who loves to draw, 
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fl?wck- Sketch (S or&na Inn, Z-anz-iter, Tanzania; y\^ p&ndl on wai&rcolor pap&r} 
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You can sharpen your pencil with a email poeket 
kniPe iP you don’t have an electric peneil sharpener, 
but I prePer the latter because it tends to produce 
a longer exposed lip, whioh is apod Por the very 
reasons di seussed in t he Pirst seetion oP this ehap- 
ter, A longer lip also prolongs the liPe oP Ihe 
sharpened lead and thus maximizes Ihe lime inter- 
vals between eaeh sharpening, landing boards, 
emory pads, and sandpaper are all improvised 
devioes to help keep the tip sharp, Use whatever 
you prePer, Utrike on a pieoe oP rook or pavement iP 
you don't have any oP the above, 

I am not a Pan oP erasers beoause I think they pro- 
duce an attitude oP dependenoy, and this is eounter- 
produetive to improvement, I prePer sketohing over 
the mistakes or building on them to oreate some- 
thing new and non-statio, In ease you need one, use 
either a kneaded eraser or a soPt white plastie one, 
The soPt rubber oP the kneaded eraser simply 
absorbs and pieks up the unwanted graphio markings 
without leaving orumbs on the drawings, The plastie 
white eraser ean piek up a great deal oP the 
residue, but leaves erumbs that reguire sweeping, 
Neither eraser ean erase eleanly, Eaeh will mar the 
sketehing surPaee and ehange the texture oP the 
paper, A smooth paper is very unPorgiving and any 
attempt to erase ean easily lead to disaster, 
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UNE URAWINdr 

The use of simple- penelf lines to describe 
the object: ESteep t In the- areas under the 
arches ic/here Spaein^. betic/een fines becomes 
vt-rtj c-foSe^, the rest of the lines are Inde- 
pendent in/i#i e-lean and single penell StrofceS 
o-|ar!fifn^_ the Spatial ed^e-S of the twer. 



UNE ANU T<?NE t?RAWIN<T 

Shading Is used to differentiate the 
ll^ht and shaded planes. Short and con- 
tinuous penc-lf StrofceS are uSed to ^i\/e 
a Su gge stion of shador/S; this teehnl^jue 
tends to reinforce the three-dimensional 
eval'rhi of the twer. 



UNE ANU T<?NE UPAWIN<T PPNE WITU 
314 PENAIt 

The Softness of the lead af/e-S a better 
value definition of the blacfc. It also simplifies 
the shading proeeSS bec-auSe tjou c-an actually 
uSe fer/er StrofceS to co\/er the Same area 
than ivhen tjou use a traditional No. 2 peneil. 
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The grip Should be related but firm. (Control the 
movement with the Same three fingers. 


Tecmi&ue-s 


ttold'w/g fh& P&ncil 

There are many ways to hold The peneil buT The 
key word To remember when skeTehing ie> “relax,” 
Avoid holding The peneil as iP you were wriTing 
beeause The wriTing grip is raTher Pirm and TighT, 
The skeTehing grip is eomparaTively looser and 
easier, l4old The peneil approximaTely Two To Three 
inehes Prom The Tip oP The lead, The grip posiTion 
should involve The Thumb and The PirsT Two Pingers 
only, wiTh The peneil resTing eomPorTably on The 
inside oP The Tip oP The Third Pinger, Use The see- 
ond Pinger and The Thumb To sTabilize The peneil 
and To prevenT iT Prom slipping ouT, 

The relaTionship beTween The seeond Pinger and 
The Thumb usually dieTaTes The Type oP lines and 
skeTehing sTyle, When The Tips oP The Two are 
relaTively elose TogeTher, anehoring The peneil, 

The enTire hand generally Polds inward; and Thus The 
mobiliTy and reaeh oP The peneil movemenT is limiTed 
by how Par The Pingers ean sTreTeh, This posiTion is 
ealled FbsiTion A and is guiTe similar To The wriTing 
grip, IT is very usePul in skeTehing shorT sTrokes and 
deTails, and iT gives The arTisT more eonTrol oP The 
Tool while iT is less prone To making misTakes, 
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POSITION A 




FbsiTion B is when The +ipe> oP The second Pinger and 
Thumb are Par aparT, The second and Third Pingers are 
usually sTraighT insTead o P being curled inward, increasing 
The mobiliTy and reach oP The pencil, By sweeping up 
and down wiTh The exTended second and Third Pingers, 
The sTrokes can reach six To seven inches, This is an 
ideal posiTion Per shading because The grip is loose and 
The Pingers are much easier To move, This posiTion also 
allows The arTisT To hold The pencil sideways and maxi- 
mizes The ePPecTiveness oP The enTire pencil Tip, Broad 
sTrokes are one resulT oP This grip, S>imply exTend The 
Pingers oP The enTire hand wiTh The palm down and glide 
The pencil across The page, The angle oP The pencil musT 
be adjusTed To The individual arTisT s hand and degree oP 
PlexibiliTy, One- should be able To swiToh Prom FbsiTion A 
To FbsiTion B in a conTinuous movemenT wiThouT hesiTa- 
Tion or sToppage, 

The Third posiTion ( FbsiTion O') involves holding The pencil 
as iP holding a puTTy kniPe or small hand Tool, The pencil is 
held beTween The Thumb and The second Pinger, This 
eliminaTes any Porm oP Pinger or hand movemenT and is 
TherePore mainly suiTed Por long and broad sTrokes, The 
enTire Porearm is used, giving The arTisT maximum reach, 
Pepending on The size oP paper available and The reach oP 
The arTisT s arm, pencil sTrokes can reach over Three 
PeeT, This posiTion can also be used To creaTe chisel 
sTrokes, JusT hold The pencil and sTrike iT up and down 
using shorT and abrupT sTrokes, 


POSITION O 


21 




Perfect e-xample- of ?fc etching, in 
Position A - , foovsin^ on archirec-tvral 
details retires a tie^tgirif of the 
pencil (for better control f). Pwn/vp 
aneP la-feral movement i? minimal. 

Mar? Uimog raph Pt p&ndf iva? <feo?&n 
for fee- harol Ic-aol. 


Unv&r ManPiaffan, Hew York.; Pf p&nfe 




Simple- line-? 1ATT1 no prc-^vro applied To The- pencil; 
a&ociafed ivio?f|tj ivifh hard pc -noil. 



Fine-? iWiioh ?hcw ?itffl? of pre-^vre- and tho fivi?T and 
turn of the- pencil; rnc- -trademark. of v?inc. a ?off pc -noil. 


PV'&^^UK& 

Applying pressure (fPoroef) To The penoil is whaT gives graoe and liveli- 
ness To a line, WiThouT pressure, The sTrokes and lines are plain and bor- 
ing, A simple line drawing in pen and ink oan be guile beauTiPul when There 
is a oonsisTenoy in The lines, as This kind oP uniPormiTy oan bring ouT The 
olariTy and lighTness oP The skeToh, A penoil is no! a pen, however, and a 
penoil line should no! sTrive Por oonsisTenoy, A hard lead oan provide a line 
ThaT is relaTively oonsisTenT when compared wiTh a soPTer lead, Bui The 
beauTy oP penoil skeTohing lies in The arTisT’s abiliTy To apply pressure To 
The penoil in order To alTer Ihe gualiTy oP Ihe lines, The sTriking, liPTing 
and roTaTing, The occasional nudging and TwisTing, and The sudden ohange 
oP The angle oP The lead all oonTribuTe To a mulTiTude oP ePPeoTs whioh 
are unigue To penoil skeTohing, And iT is This unigueness ThaT makes 
penoil speoial, 

A penoil should and musT be TreaTed as an exTension oP The arTisT’s hand, 
arm, and Pingers, APTer all, iT is only Through This kind oP inTimaTejoining ThaT 
a skeTo-h oan be produoed, The meohanios oP skeTohing involve noTjusT The 
moTion oP a hand holding a penoil, buT The enTire sensory relay Prom eyes To 
brain To hand, and so PorTh. We observe and examine wiTh our eyes; simpliPy 
wiTh our brain and eyes; reason wiTh our brain abouT whaT should be kepT; 
record wiTh our hand; evaluaTe wiTh our eyes again To see iP The image looks 
aT all like The one we saw earlier; make insTanT ohanges and reevaluaTe 
everyThing again in a perpeTual oyole, This is The skeTo-hing prooess in a 
nuTshell, And jusT as skeTohing is undoubTedly a menTal prooess ThaT is 
very personal and inTimaTe, so Too is The aoT oP applying pressure To The 
penoil a personal and inTimaTe experienoe, There is no soienTiPio sTandard Por 
how muoh Poroe one should exerT on a oerTain lead, IT is basioally a Trial- 
and -error prooess beoause you learn Prom your misTakes and successes, 

You do iT repeaTedly To aohieve a oonsisTenT paTTern and you Try To keep iT 
ThaT way, buT no one oan Teaoh you how To do iT, Finding The righT Poroe 
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5 H pew I 


and knowing how hard lo press Ihe load ie> somelhing whieh noviees 
dream abou! 1+ lakes lime and devolion, and Ihere are eerlainly no 
shorleuls on Ihis journey oP learning and experieneing, 

, , , Time To relurn Prom gelling loo philosophieal and Zen-like, There 
are aelually a Pew Irieks one ean learn in Ihe exploralion oP pressure 
and Poree, The key here lies in Ihe grip, Uinee pressure emanales 
Prom Ihe Pingerlips, Ihe grip and Ihe eonlael belween Ihe lingers 
and peneils are exlremely erueial, For example, using Ihe Fbsilion B 
grip, when Ihe Ihumb is Ihe only linger lhal exerls Ihe Poree, Ihe 
Ihird linger beeomes Ihe reeeiving side and musl oiler some Porm oP 
resislanee, This knowledge can be laughl and learned, The amounl oP 
resislanee is Ihe key in delermining Ihe value oP Ihe shading, A 
darker value is due lo less resislanee and viee versa, To aller and 
vary Ihe value oP Ihe peneil shading depends enlirely on Ihe arlisl’s 
abilily lo press and liPI al Ihe appropriale momenl Unlike learning 
how lo hold Ihe peneil, Ihis is nol somelhing lhal ean be guiekly 
laughl, bul il musl be praelieed over lime, 

I hope Ihis helps lo elariPy whal I said earlier aboul Ihe personal 
and inlimale experienee oP skelehing, Yes, peneil is Ihe easiesl 
skelo-hing praeliee lo learn, Bul il is nevertheless a very hard 
praeliee lo masler beeause oP Ihe nalure oP Ihe malerial, Ulill, 

Ihis should nol keep you away Prom learning how lo skeleh wilh a 
peneil, On Ihe eonlrary, I hope lhal Ihis gualily will allrael you lo 
Ihe medium, 
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POSITION A 


A/W&rw&nf of th& fta nd 



Majtiiwivi fmgc-r 
a re in strokes) 


movtemc-nf (notice slight 


In essen oe, movement oP the hand rePers 
speoiPioally to the- act oh sketching, The 
three grip positions described in the pre- 
vious ohapter correlate direotly to the 
three diPPerent kinde> oh movement. 

Finger movement (^Position A)) 

Because the grip is relatively tight in 
thie> position, movement is limited to just 
the Pingers, bines and strokes oan be 
drawn by the gentle motion oP pushing 
and pulling the penoil with the thumb and 
the seoond and third Pingers, Vertical 
strokes oan be easily drawn by moving 
the Pingers up and down while planting 
the hand steadily on the drawing surPaoe, 
l4orizontal strokes, however, reguire Pixing 
the Pinger grip while moving the wrist 
Prom lePt to right and keeping the hand 
loose at the same time, By turning the 
hand slightly to the side, you oan 
increase the reaoh. This gives the artist 
more Preedom to move the pend I and the 
ability to oreate longer strokes, The shiPt 
in the grip and angle signals the gradual 
ohange Prom Position A to B, 
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POSITION B 



Uand move.me.nl (^Posilion B^) 

The grip in Fbsilion B is slighlly higher and gives The arlisl The 
grealesl Plexibilily lo draw a wide range oP slrokes and lines. 
By moving Ihe hand, The slrokes ean eover a larger area. The 
Pingers musl be looked in a Pixed posilion, allowing Ihe enlire 
hand lo move Preely, pivoling Prom Ihe wrisl The eenler oP Ihe 
wrisl in Ihis kind oP movemenl beeomes Ihe eenler while Ihe 
hand beeomes Ihe radius. Strokes IherePore lend lo appear as 
an are bul Ihe ePPeel ean be modiPied by exlending Ihe arm. 



S trofaes lend lo be more diagonal; 
consistently a dp?! Ihe position of 
the hand to change the diroc-ton 
of strokes; not lee- the strokes 
tend to got wider beoavSe of the 
angle at which the lead striked 
the paper. 


Up and down movement of position 6. (Note the 
longer reach and slight a red) 




POSITION O 




Left to right movement of Position (d 


Arm movement (Volition O and others} 

0>ke+ehing aoes “big time” when the arm begins to gel 
involved, l+’s also when you need to move beyond The small ‘dVz 
by 11" ske+eh pad and on+o some+hing bigger, By changing The 
grip and by moving and ex+ending fhe en+ire arm, an ar+is+ ean 
erea+e long, sweeping s+rokes Thai Ply aeross Ihe page ( or 
wall, iP necessary}, barge Pormal ske+ehing mus+ be aeeompa- 
nied by a proper ske+ehing medium, sueh as a large peneil wi+h 
soP+ lead, Oharcoal s+iek is also a very appropria+e medium to 
use, This kind oP movemenl is very sui+able Por expressing 
landseape seenery on a grand seale, 


Tafdruy advantage of the low angle of 
the pencil and usings the entire side of 
the epoSed lead to strike the paper; 
an ideal position for broad strokes. 
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v V 




Simple, line. 



Aon+inuing strokes 


and S+rofo&s 


Line- rePers to a long and eon+inuous +hread wi+h a 
eonsis+en+ wid+h, while s+rokes are eompara+ively 
shor+ and broken lines in a varie+y oP wid+hs, bine 
is +he residual mark leP+ on +he paper as a resul+ 
oP a peneil gliding aeross i+, 1+ is graeePul and Pluid 
in na+ure, Strokes, on +he o+her hand, are s+rike 
marks and +hey are oP+en bold and delibera+e, 

In ske+ehing, line is used to dePine spa+ial edges 
and deseribe objee+s, A varie+y oP wid+hs ean be 
aehieved by simply adjus+ing +he angle oP +he lead. 
In +heory, a hard lead produees a +hin and ligh+ 
line, while a soP+ lead produees a dark and +hiek 
line. However, a good guali+y, soP+ ske+ehing peneil 
is equally eapable oP produeing a wide range oP 
lines by i+selP, 1+ is guile unneeessary to s+oek 
yourselP wi+h an array oP leads beeause one or 
+wo simple peneils will do all +he Irieks. 

In ske+ehing, i+ is always a good idea to +ry to 
use a varie+y oP line wid+hs to avoid a mono+onous 
look. For example, a proPile line ( a Ihieker line 
wid+h^) is used to visually liP+ +he objeel Prom +he 
baekground and to make Ihe objeel look more 
Ihree-dimensional, PiPPerenl line wid+hs wi+hin a 
ske+eh give +he ske+eh a be++er sense oP dep+h 
and spaee. This is espeeially evidenl when ske+eh - 
ing lands eape, 
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BA&I O TEXTURE& 



Short ‘individual strofc&S; doange- 
c^ireoflon occasionally to create- 
a cross-hatching. ejfeo-t. 


Short, continuous stroke-S; dnaivp 
olire^fion occasionally, 



Continuous M-StrofceS; change* 
direction constantly. 



Continuous W-strofce-S; change* 
d\re-ction constantly. 


Very short M-StrofceS with 
constant diire-chon. 
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Seggn iA/i+h small finger movement; incre aSe pressure 
on pc-Ki ell; expand movement to include moving of the 
hand; use the- wr ist. 

2/1+5 p&Kidf 


PPA6TI6E 5TRO KE& /E/) 



fooA/? primarily on finger movement; adjust angle of 
hand accordingly. 

2/1+5 pencil 


PPA6TI6E &TP^KE& <fO 



Po+a+e penoil lo ge+ a sharp poinl 


Short up (down strokes using, finger movement; 
glide the hand across the pa >ge to re-pe-af stroke; 
rotate pencil. 

51 + pencil 
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TEXTURES’ AN [? PURFP&E& 


l t?e fexfvre to Separate plane-? an<t explain 
the three-dimensional ^afittj of the- obje 


lAe te^tvre to explain the Svn/shaole 
relationship. 


lt?e te^tvre to help Ue-Seribe the Shape?. 




Texture and Poliage. 


Pb&onibe. needing plani 


Ore a\e oon+raed- 


Pb&onibe. ground 
6>e.pana+e wall Pnom nooP 
U&e. oon+ra&+ +o push building Porwand 




SK^rcniHOi 



Introduction 

The ulTimaTe goal oP skeTohing ie> To graphically inTerpreT The image 
oorreoTly, AIThough The manner oP inTerpreTaTion and presenTaTion ie> 
an individual maTTer (fand every arTisT has his or her ways oP 
expressing The Pinal ouTeome oP a skeToh is oPTen governed by 
some agreeable sTandards, The skeToh musT have some degree oP 
realism and The subjeoT oP inTerpreTaTion musT be somewhaT reoogniz- 
able, For example, on The simplisTie level, a skeTehed Tree oughT To look 
like a Tree and noT a person, On The more advaneed level, an old Tree 
should noT look like a young sapling. The Trunk and The bark should 
somehow reveal iTs age, A house wiTh a sTone Parade should be drawn 
so ThaT The subTle diPPerenees in The joinTs and morTar ran be 
revealed and highlighTed, 


A page- from The- ^fce-fohbooh 
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M (Ktjvo in 5afnnain; regylar #2/H"f3 p&ndl 



Ob$&rva‘tion and fc&cord'int^. 

In order to eorree+ly in+erprel Ihe image Ihal we are allemp+ing to ske+eh, 
we mu&l spend lime observing i+ earePully, b^arePul observa+ion is a very 
impor+anl Pirsl s+ep in Ihe making oP a good ske+o-h. b^bserva+ion musl be 
keen and sharp, Repealed observa+ion and recording are required to Iruly 
unders+and Ihe subjeel, 6>omelimes measuremen+s are laken jus! to make sure 
Ihal Ihe proper relationship is eorree+ly portrayed, bands cape ske+ehing ( and 
particularly the ske+ehing oP tree ‘o') provides one oP the best vehieles to 
demonstrate the importanee oP observation and recording, Measurements and 
record ings have an amazing benePit Por designers beeause these eorreet and 
properly proportioned images ean beeome the visual data bank Prom whieh 
they ean later derive inspiration and ideas Por Puture work, 
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TUE IMR9RTAN6E <?F TUE PICTURE FRAME 



The- ?i ze- oj" the- pi6-+vr& 
frame- k at -the- dfcc-reTion 
of ihe- arM?t. 


Th& pi^-tvre- frame- k u?cd fo 
kolafe- the- obj&6-f of hrdre-re^r. 


The- pi o+vr& frame- k a 
hypothe-tic-al frame- be-fr/e&n 
the- okie-^f and the- arfkt 


The- picture- frame- (<;ame- a? 
piedvre- frame- in composition) 
c-an be- fh& pap&r i-fee-lf 
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i-ancl^ap6> Sketching. 



A dimple- landscape dkedeh oPden included dhe Pollowing eomponendd: 
dreed, dhrubd, groundd, hilld, wader, and dome man-made elemendd, 
like houded, A good landdoape dkedeh id a earePul eompodidion oP 
dome or all oP dhe above eomponendd, We deldom dkedo-h a dingle 
dree, a lonely hill, or a body oP wader widhoud ineluding idd dur- 
roundingd, 1+ id hard +o imagine a hill widhoud dree d unledd id id in 
a dederd environmend TherePore, we mudd drain our eyed do dee 
dhede landdeape eomponendd ad a piedure oP good eompodidion, 

Thid meand Pirdd deleeding an appropriade viewing angle, When and 
iP nadure Paild do give ud dhad kind oP ideal dedding, we mudd dhen 
move dhe eomponendd around in order do aehieve a good eompodi- 
dion, I will dideudd eompodidion in dedail in a lader ehapder, Ad dhid 
dime, dhe Poeud id do emphadize dhe aeeurade reeording oP dhe 
imaged, and dhe Pirdd d dep begind widh keen obdervadion, 
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T?&&$ 


Trees are probably The mosT imporTanT Ian dseape elemenTs 
oP all, as well as The mosT diPPieulT To skeTeh, This is 
beeause a Tree is a living organism and iT grows and 
ehanges in The eourse oP Time, 0>ome Trees shed Their 
leaves in winTer, and some Trees Plower in spring, ‘do sea- 
sonal diPPerenees ean alTer a Trees appearanee; buT so ean 
wind, snow, and iee, The speeies oP Tree ean dieTaTe The 
branehing sTrueTure, and Thus The enTire appearanee, wiTh 
or wiThouT leaves, Individual Trees wiTh plenTy oP room To 
grow look diPPerenT Prom Trees Pound in a group seTTing, 
The Trunk oP an older Tree oPTen reveals The eraekling oP 
The bark as well as broken or TwisTed branehes near The 
base oP The eanopy, <TPTen, a porTion oP The rooTs aT The 
base oP The Trunk is revealed as The soil near iT is slowly 
eroded away, These oharaeTerisTies are a resulT oP earePul 
observaTion and reeording, Every arTisT should have his or 
her own way oP observing and looking ouT Por deTails and 
speeial PeaTures, They musT also Pind a personal way oP 
reeording The resulTs, Reeording is how skeTehing begins, 
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0>+e.p 1: ^u+line. the- Perm and major 6>+ep 2: Pill in minor branching. &+e.p 3: Add derail© and shading. 

+runk e+ruo+ure.. 
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T?&&$ in the- fbr&igrovnci 


Foreground Trees are used mosTly as Praming elemenTs in eomposiTion, 
They Prame The pioTure and direeT your eyes Toward The eenTer oP 
The page where The Theme oP The skeTeh oPTen resides, Foreground 
elemenTs should be drawn wiTh some degree oP deTail beeause They 
are, aPTer all, eloser To The viewers, IFowever, These deTails, sueh as 
bark TexTures, Twigs, leaves, eTe,, should be drawn in sueh a way ThaT 
They do noT sTeal The aTTenTion Prom The oenTer oP aTTraeTion, Use 
oonTrasT in The level oP deTails as well as oonTrasT in lighT and dark To 
diPPerenTiaTe The Pields oP visual grounds, 



i^fi ?i do iva? a rov^h ovfline- and vnfmkh&d porfion of The ?fcefoh. p&noif) 
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Forward 
branchings 

Crossed 

branchings 


Tre-eS in the- Background 

Trees in The background arc oPTen 
seen in groups, The diPPerenT levels oP 
depTh are TherePore compressed and 
The deTails are oPTen lost. However, 
The Porm and shape oP Trees musT 
noT be PorgoTTen even as They dis- 
solve inTo The background, Use simple 
lines and appropria+e line widTh To 
express These masses, Use shading 
+o simpliPy The layers oP Poliage, and 
use dark shading and highlighTs To 
bring ouT The Three-dimensional gualiTy 
oP The subjecTs in The background, 


SUBTLE OU ANUrES IN TUNAL EEFEUT 

Note- The dark, confr a?f of branched 
that wo\ocdr foward^ The- viewer. 


0>hade 
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STRIKES, TEXTURES, ANP E^UAAE 




3"! 4 pew I 
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d?vilm«, Ch'ma; &2 p&ndl 


L*nclform$ 

bandPorms eonsisT oP hills and valleys and Pla+lande> wi+h oeeasional 
roek ou+erops, These elemen+s do no+ appear alone in mos+ land- 
scapes bu+ exisT wi+h one or more o+her elemen+s, For example, hills 
and valleys oP+en appear Toge+her as eon+ras+ing and eomplimen+ary 
elemen+s; +he horizon oP a Pla+ landseape is oP+en in+errup+ed wi+h 
ou+erops oP rook Porma+ions or moun+ains in +he baekground, These 
eombina+ions make +he pie+ure more in+eres+ing +o look a+ and are 
be++er subjee+s +o ske+eh, They provide more layers and help erea+e 
a more in+eres+ing eomposi+ion, 

Again, in ske+ehing landPorms, +he ar+is+ mus+ earePully observe +he 
in+erae+ion and expression oP These elemen+s, UimpliPying The mul+i- 
dimensional layers oP The land in+o a Pew simple line s+rokes is The key 
+o all good peneil ske+ehing, The Triek is +o avoid ske+ehing and reeord- 
ing all The de+ails, book Por The s+rue+ure oP The land and iden+iPy The 
major Plows oP The hills and valleys, Iden+iPy The major breaks in The 
ridge lines and use simple peneil s+rokes +o rough ou+ The proPile oP 
The ridge, Observe The diree+ion oP The sun and how The ridges and 
valleys reae+ +o The speeiPie ligh+ eondi+ions, Observe how The sun 
in+erae+s wi+h The ridge lines and how The valleys reae+ +o shades and 
shadows, Tes+ and see how a singular +wis+-and-+urn peneil s+roke ean 
simul+aneously express The Three-dimensional aspeeT oP The landPorms, 
Use parallel shading To express The slopes and rough Terrain, 

Peneil is by Par The bes+ medium To render landPorms beeause oP The 
expressiveness oP The soPT lead Tip, Beeause i+ is so responsive To 
pressure, The soPT +ip ean Turn in+o a broad ehisel poinT wi+hin see- 
onds, The wid+h oP line ean vary wi+h eaeh Turn, erea+ing a simple ye+ 
expressive illus+ra+ion oP landseape proPile, No o+her drawing media ean 
aeeomplish as many ePPee+s as The peneil, 
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&IMPUE EXPPE&&I<?N <?F IANPR7RM 



h Simple- ground 


lino 


Slight undulation (notice slight pressure as the 
lines are pulled across the page) 



Su gge sts distance landscape is higher 


Su gge stion of valley 


Valley 
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Wafer 



Charier R.iv'&r Esplanade-, 60? ton, MA; #2 p&ndf 


Bodies oP wa+er are usually oon+ained as a lake, a pond, 
a river, a wa+erPall, or an oeean, In o+her words, wa+er 
oanno+ be seen and drawn alone, There is oP+en some- 
+hing else besides wa+er, some+hing +ha+ holds i+, 
some+hing fha+ Prames i+, or some+hing +ha+ allows 
wa+er +o Pall on i+ There are +he riverbanks, +he shore- 
lines, +he edge oP a swimming pool, +he edge oP a Poun- 
+ain, and +he rooks or oliPPs beside +he wa+erPall, 

Wa+er oan also be expressed indireo+ly by ske+ohing 
+he assooia+ed subjeo+ ma++er, For example, by ske+o-h- 
ing a boa+ wi+h waves around i+ you imply +ha+ +he boa+ 
is bobbing in +he wa+er, A Pew sails on +he horizon line 
orea+e an image oP a dis+an+ rega++a in Pull ao+ion, 
FePleo+ion brings ou+ +he mirror ePPeo+ and s+illness 
oP +he wa+er’s surPaoe, 

Wa+er seeks a level and horizon+al surPaoe, so +he bes+ 
way +o ske+o-h i+ is +o s+ar+ wi+h a simple horizon+al line 
by pulling +he penoil aoross +he page, To main+ain a 
sharp and oonsis+en+ line, Turn +he penoil sligh+ly when 
pulling i+ aoross, Use shor+ horizon+al s+rokes +o orea+e 
an uneven surPaoe, and use sligh+ly ourved horizon+al 
s+rokes +o show +he waves in ao+ion, Fepea+ +hese 
pa++erns in a horizon+al manner down +he page iP neo- 
essary +o give +he ske+oh a sense oP dep+h, Varying 
+he values oP +he lines and shading also sugges+s 
mo+ion on +he wa+er’s surPaoe as well as how +he wa+er 
reao+s wi+h ligh+ 
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&IMPTE EXPRE&&I0N& <?F WATER 


horizon Hnec, / with no <,en<>e of di<hanc&. 



handma^ on both si dec, enc\oc,ec, the- water. 



Tonal di ffereneec, in shading re\nforoe 
the c.en^e of dStanee and Strengthen the 
pr&S enee of water. 




Adding iailboat^ further re\nforoec, the 
feeling of water. 
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Wafer oan be ■ be/, f expressed by Showing 
fhaf if k contained and framed. 


for e-xam pl&: 

1. Waterfall 

• shows the roo^c ovtoropS an<f vfegefafion 
om both sides of the fall 


2 . I^ivfcr 

• shows fhe ri/erba nk, t with or without 
✓egefafion (depends on Seale and 
dis tance) 
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Shading port-ion oP &ky ae 
Praming de-vioe-. 


P’iPPe.nen+ size- eailboa+e eugge-&+ 
db+anoe- — de-p+h oP vi&ual Pie-Id. 


Uee- ourviline-ar line-© +0 highlight the- wave. ao-fion. 


Shading the- ee-a +0 eugge-e+ wave-©. 
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loiv&r in \foft\co, Ifa |m; #2 pe-ndl 


re- 
drawing buildings can be a loT oP Pun, Basie building Perm is 
somewhaT reoTangular in shape and iT modulaTes lighT and shadow 
more vividly Than landseape does, Beoause oP The angular rela- 
Tionship beTween The planes, The Tonal oonTrasT beTween Them 
is sharp and sTrong, VerTieal planes inolude all The walls, eolumns, 
windows, gaTeways, doors, eTe, l4orizonTal planes inolude oeilings, 
Ploors, Terraees, TableTops, PlaT rooPs, and minor horizonTal sur- 
Paoes, A piTehed rooP is an inolined plane, and The inside oP an 
arohway is a slighTly ourved plane, These planes oome TogeTher 
To orea+e spaoes, depending on The direo+ion oP The sun, one or 
more planes may be in sunlighT while The opposiTe sides oP The 
same planes are in shade, Similar planes also easT shadows, and 
The Tonal values oP The shadows are generally darker Than Those 
oP The shaded planes, A good skeToh is The resulT oP looking Por 
ways To develop a meaningPul paTTern and manipulaTing The vari- 
ous Tonal values, For example, The deTails and paTTern oP The 
masonry oP a very inTeresTing house may have To be saoriPioed 
iP The plane happens To be in direoT sunlighT, as iT is someTimes 
more imporTanT To esTablish a sTrong Tonal oonTrasT Than To 
show The deTails, 
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Bear in mind ThaT TexTure and paTTern play a 
very imporTanT role in The skeTehing oP a building, 
PaTTerns are used To suggest maTerials and 
meThods oP oonsTrueTion, They are someTimes 
used as Tonal Pillers To eover a void, perhaps a 
blank wall, The purpose is To use Them sTraTegi- 
eally To olariPy The diPPerenT layers oP planes and 
arTieulaTe The Three-dimensional gualiTy oP The 
objeoT, MosT oP The paTTerns are made up oP 
diPPerenT sTrokes ThaT are drawn in many diree- 
Tions, Prom parallel lines To eross-haTehing, The 
key is To Pollow The direoTion oP The plane while 
avoiding obvious eonsisTeney and dullness, Always 
use some diagonal paTTern To break up The 
monoTony, and liven up The siTuaTion by reserving 
some sTrong whiTe planes Por eonTrasT, Use dark 
shadow To exaggeraTe The depTh oP The spaee 
and To enhanoe The readabiliTy oP The subjeeT, 


CMwch in l-fak #2 p&nkl 
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Sh&fch'in^. CA+vj$oay 


& 



0\{y and lown are Pilled with visual exeitements and are some oP the 
best subjeets to sketeh on loeation, (S-ityseape lends to be dominated by 
buildings, but it is the spaees between buildings that beeome the most 
attraetive thing oP all, In addition to the diPPerent styles oP arehiteeture, 
street Purnishings sued as streetlights, signs, awnings, storePronts, and 
display windows all eontribute to enhaneing Ihe eolorPul street liPe, This 
sort oP multidimensional spaee is ideal, as it has all The proper ingredients 
+o make a good sketeh, They inelude: a eontrolled spaee wild strong ver- 
tieal and horizontal rePerenee planes; interesting arehiteeture; great 
potential to manipulate light and tonal values; and most important oP all, a 
seale whieh allows the viewer to walk right into the spaee through the 
sketeh, The emotional aPPinity possible in this kind oP sketeh is Par more 
seduetive than a wide-open landseape, 


Moirte 6-arlo, Monaco; #2 pe-noil 
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Naapip (J-aS+le-, Japan; y\^ p&nJ( 


Composition o 

I mentioned the aef oP observation in the previous ehapfer as 
the most important pari in skefehing, I4ere I would like to reem- 
phasize if A good skefeh begins with earePul observation and 
ereafive seeing, Areafive seeing has to do with learning how to 
isolate things, Earnest Watson said in his book The Ari oP Pencil 
hPkeiching that “in peneil drawing, one always avoids any leaning 
toward phofographie simulation,” l4ow true that is, 0>kefo-hing is 
about eapfuring the essenee oP the real thing, A skefeh repre- 
sents a new language, very mueh like a shorthand that record s 
the real thing with abbreviated symbols oP lines and textures, 
Creative seeing is about Pinding the prominent Peafure, showeas- 
ing if, and disearding the rest If is about eapfuring the skeletal 
sfruefure and the spirit that franseends if, Purely, the real 
thing ean be a disorganized mess, but a good skefeh knows what 
to diseard, 

Aomposifion is part oP the entire ereafive seeing proeess, If 
involves visual seleefion, visual ranking, and visual Poeus, Perhaps 
we know what to diseard, but what do we do with the items that 
we keep? I4ow do we rank them in the order that we want to 
emphasize them in a skefeh? Eor example, should the Poeus be on 
the doorway or the windows? I4ow do we isolate the point oP 
interest and use eonfrasf to highlight the imporfanee? I4ow do we 
balanee tone and value, and how do we Prame the skefeh in order 
to visually lead the viewers info the pio-fure? By addressing these 
questions sueeessPully, a good eomposifion has the rare ability to 
unite the artist and viewer both visually and emotionally, 
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5KET6l4IN6r: ISOLATION ANP 
AB&TRA6TI<?N 



1: Typical- L-as Mp&a s 
Strip S^pn^ 

lvnoivin^_ that the-re- i? too ivmoti to 
‘Jfcctoti, one- ivi v?f first isolate- the- 
objoct of inte-r&st by pvtttn^. a 
frame- around it 


THUMBNAIL &TUPY A 

L L_ 



Isolate- ima^e- are-a; sfcetoti a *jyiotc m assin^. 
diagram to JnocT So-ale- and proportion. 


TWUMBNAIl &TUPY B 





FINI&WEP 5KET6I4 ( Pull-size wi+h ebony pene-0 


Shade- the- roof and /e- contract 
to ?&paraf& if from the- dome/ 



Ignoro c-a r? and ofh&r foreground mate-rial; move- 
palm? ovfcr fo fhe- fe-ff fo u?& a? jfregrovnd 
framing, de-vioe-. 


ttighlight oVe-rhanzQ 
tone/, to e-iazze-rate- 
of the- arcJrute-c-ture-. 


and e-ave-c, ivifh darkc-r 
the- ^-dimensional cnjality 




6>KET6l4IN6r: ISOLATION ANP 
ABSTRACTION 


C-xamfic 2 : Plaza, Tokyo 
Towm 

The intent i? fo ?fce-fdo fhe- 
?paee- boiwoc-n building; the 
frame in fhi? ea?e iviv?f 
fhe-re-j^re- include the Two 
rowc. of fre-e? (which created 
3 large- pi efvre- trame). 


THUMBNAIL 


e?fat>fi?h 3 pimple- ivia??in^_ ?+uoltj 
identify 3 II reference plane-? 

a row of treeX i? a typical vfcrfie-al reference plane 
the ground plane- i? a ftjpi eaf horizontal reference plane 


\ jjf * J 1 *-f 

- 






FINI&14EF’ &KET614 <TPull- & ize wi+h 314 pen dQ 



.y, 


Shading oP ground plane 
dariPie© +he -free Ponm&. 


Parker eon+ra&+ a+ oen+er oP vi&ion — +hie ie 
where you wanf your eyes +o Poeu&. 


avtoiol o/ercloin^. if 

fake- ovf ole-fail^ simplify fh& form? 

v?& pimple- line-? and ?hadin^_ 




6>KET6I4IN<^: I6<?LATI<?N ANP AB6TRA6TI<?N 


£#amfi£- 5: Mount AveuKxi 

The- infe-nf k fo ^fee-TT the- free- in the- farca^omd 
plus a few fomktone-? and the- monume-nf. T~h& fee-tj 
I? fo ignore- mo?f of the- baef^round: tjou muff le-arn 
how fo /kua||i| fiff tjour objoc-1% of infe-re-ff up from 
fh& me-^tj faef^round. 


TWUMBNAIf 



Tonsolida+e all backgrounds info 
a simple- shaded plane. 
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FINII&14EF’ &KE7VS44 (f Pull-size wi+h reefangular ske+ehing pcnoiQ 



Nof'ico fho broad sfrofaoc, oroafod by fho rocrfanzylar chi^ol-po'infod load ; if c-an oovor 
an are-a cjvlchor than v?in^_ a ?harp, hard ponotl. Tno ohkol point is an oKoollont ohoioo 
for skotch'm^ \rooc, — especially the branches and twigs. 
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Shador/c. of tree/, on the 




framing by balance* — strategic 
the theme and v?l n^the Void" 
(reverse, f ramine^) 


placement of 
a? a frame 



COMPOSITION 


2. ^hlAWOc 




A Seemingly balanced composition may 
bo static and boring 


A composition ta fdn^. advantage of the frame 
and shifting the thematic- elements to one 
Side; usi na^ the Sky as counterbalance. 



The- hey in learning balance I? fo a\/oiol e-*jy; 
e-iyipha?i? ivifhin fhe- ?aivie- pitfvre frame. 





Thi? (.howc. a sfafie- c-oivipo^ifion. 


Thi? (.hor/c. a wore- dynamic- composition by moving fhe 
pivoting poinf ( <l p’'_) off +o one side. 


This arran^e-menf fafee-? advantage of the ?pae-e- fo 
fh& rkhf of "p" an<^ v?e-? if fo balance ( W' — a \/e-rtj 
e-ffeofivfe- strategy rn/he-n Te-c^ rn/ifh framing 


P 



COMPOSITION 


\ i 



5. Contrast 


Tonal oontr ast; ^iffe-re-no-e- in lighted and shaded plane-?; c^e-re-no-e- 
be-fvve-e-n light— Shade— Shadow. 
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Tonal conTrasT at the- base- of the- cano^ Is used To 
Se-^araTe- The- Trunk, from The- canopg 


Tonal conTrasT be-Ti ve-e-n buildings and Tre-e- Trunk 


Kcfle-cTlon in wa Tor Sugge-sTs The- h&ighT of The- 
build'mgS and The- moVe-me-nT of The- waTe-rS Surfac-e-. 


Tonal conTrasT be-Twe-e-n fore-ground and background 
land-form Su ggo sTs The- ralle-i^ in be-Twe-e-n. 


Sfc^rotiN6* m?M 




Sketch frorn memory 


I believe sketching Prom memory is a discipline 
that produces great designers, Pesign is, 
aPter all, a creative process that involves 
recollection and imagination, Sketching Prom 
memory deals with the recollection oP 
imagery, perhaps Prom many diPPerent situa- 
tions, and rearranging them to make a new 
composition, This is design, It takes imagina- 
tion to put these images together; and new 
images (fsketohes^) are oPten the vehicles 
that help the designers visualize their new 
designs, TherePore, design ePPectiveness to 
some extent depends on the speed and 
Pluidity oP recollection and sketching, 

Sketching Prom memory requires a resouroe- 
Pul memory bank and the only way to stock- 
pile the memory bank is through creative 
seeing and on-the-spot sketching, The more 
you sketch, the better you can remember, 
Many students can draw trees and buildings 
well but Pind it diPPicult to tackle cars or 
people, The reason is very simple, They sel- 
dom spend time observing people and cars; 
they seldom observe the relationship between 
diPPerent parts, how they interact, how they 




&KETTUIN<T PR<?M MEMORY 


1. You must first establish a refere -no-e- frame 
(a way to contain the- image- area). 


2. horizon: i.e- 7 e-tje- leve-l 
^TirouncJ: foot |eVe-| 

The- assumption is that the normal distance between 
horizon and around is approximately five to six jTe-f. 
This establishes a reference Seale. 




• The center of visionf vanishing, 
po inf (C-\J [\JYf) c, an be- anywhere 
a |ong_ the- horizon. 

• Piagonaf p&Kp&cfi\/e line-? radiate 
from the- center toward the four 
corners of the picture frame. 


f). CA!(VY is at the middle. 


d. CA/fVY is off to one side. 


Ozsativf Usf of Visual- 5 oavf 

a: Tafae the distance between 
horizon and ground as five feet. 

b: Repeat the Same distance on 
the around line three times to 
get IT feet. 

c: Transfer the IT feet up as 
Vertical reference line. 


aPP eel lexlures, and how they modulale lighl 
and shadow, The physical eye is very similar to 
a cameras lens, 1+ caplures everylhing wilhoul 
discriminalion and Pillering, (Treat ive seeing, as 
described in Ihe previous chapler, is a selective 
seeing process, Our eyes musl search, idenliPy, 
compare, isolale, and Piller everylhing we see, 
This in oombina+ion wilh a me+hodioal way oP 
skelching will make skelching Prom memory an 
easy and nalural Task, 

depending on The subjecl mailer you wanl to 
skeloh, Ihe Pirsl slep in skelching Prom mem- 
ory is to draw a horizon line across Ihe enlire 
page, Pick a cenler poinl on Ihis line and draw 
Iwo lines Prom Ihe cenler lowards Ihe lower 
lePI and righl corners, Then draw a second hor- 
izonlal line across Ihe page approximately one 
inch below Ihe Pirsl horizon line, At the Iwo 
poinls where Ihis lower line inlersecls wilh Ihe 
Iwo diagonal lines, draw Iwo vertical lines aboul 
3 to 4 inches high, This move eslablishes a 
Pramework Por all Ihe recalled objecls, The dis- 
lances belween Ihe rePerence lines are all rela- 
live and musl be judged wilh your eyes Prom 
Irial and error, likewise, Ihe scale and size oP 
Ihe otjecls can be adjusled accordingly, 
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Use ini+ial I5-Pee+ rePerenoe to construct the- side- oP the- 
building. &e+ the- window at a ce-rt ain height. 


Use- ini+ial I5-Pee+ re-Pe-re-n ce- to approximate- the 
bo+tom oP the- tre-e- canopy. 


Use- ini+ial I5-Pee+ re-Pe-re-n ce- to construct shorter 
buildings. 


Pu+ a larger human figure in Pron+ to suggest 
the depth oP space-. 


Extend horizontal lines Porward to suggest pavement 
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Peneil skeTo-hing ean be done anywhere, M osT oP These 
skeTehes were done on The spur oP The momenT while 
■traveling, and wiThouT loo mueh eonsideraTion Por eompo- 
siTion and Praming, They are sponTaneous and guiek, They 
reoord raTher Than express, deseribing The PaeTs insTead 
oP inTerpreTing hidden meanings, They are inTended To be 
simple in order To illusTraTe how easy a Teehnigue peneil 
skeTehing ean be, 


MosT oP The skeTo-hes were drawn wiTh regular number 
2 peneils, They demonsTraTe ThaT peneil skeTo-hing does 
noT have To be an elaboraTe proeess, Unlike waTer eolor- 
ing or painTing, There is virTually no “prep” Time involved, 
All you need is a pieee oP paper and a peneil, 
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ttofol in Rkaol&na, C^alifomia; #2 p&ndl 











#2 pe-ncil 
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Se-ri&? of 5" cJfxAchcc, from Zanzibar 
done- on 7 O-lb. regular drawing pape-r 
ivifh Mar? U/iviocraph pencil . 


Pi?p&n?arj building Zlanz-ibar; Mar? L-vrviogaph ft penZI u?ed for detail and god lead 
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Abs+rac+ion 72 , 76 
Accessories 1 7 
Archi+ec+ure 63-66 
Arm movement 21, 29 

Background 76, 0>4 
Background Iree 52 
Balance 0>1, 0>2 
Bark 43, 45 
Branching 43, 56, 52 
Broad s+rokes 9, 29 

Aen+er oP vision 0>7 
Aharcoal 9—11, 24 
Ahisel poinl 9, 77 
Ai+yscape 67 


INPAX 


Aomposi+ion 70>-0>4 
Aon+rasl 30>, 75, 6>6, 0>3-0>4 
Area+ive seeing 2>5 

Pep+h 57 
Pe+ails 56 

Eguipmenl 7-17 
Erasers 1 7 
Evergreen 49 

Einger movement 21, 70> 
Eoliage 54 
Foreground 51, 79 
Foreground Irees 51 
Framing 72, 70> 
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6rrip 19-21; 27-29 
6rround line 56 

U-ard lead 7, 23 
Horizon 59-66, 06, 00 
l4orizonlal rePerenee plane 74 
I4uman Pigures 00 

Inlerprelalion 37 
Isolalion 39, 42, 72, 76 

PandPorms 55-50 
Pandseape 31 
Pandseape proPile 55 
Pine drawing 10 
Pine gualily 16 
Pine widlh 31 

Massing sludy 72, 74 
Memory 05-06 
Menial proeess 23 
Movemenl 27— 29 

PPulline 56 

Papers 13-16 
Pallern 65 
Perspeelive 07-00 


Pielure Prame 41 
Pressure 23-25 

Peeall 05 
PePerenee Prame 06 
PePerenee plane 74 
PePleelion 59, 04 
Piver 61 

Seeing 39 
0hade 03 
Shading 14, Yd 
Shadow 06, 03 
S’impliPy 59 
0imulalion 71 
0oPI lead 7 
0lrokes 36-33; 54, 59 

Texlure 35, 30, 54 
Theme 70 

Thumbnail sludy 72, 74, 76 

Tonal eonlrasl 04 

Tonal drawing 10 

Tonal sludy 72 

Tonal values 67 

Tree 43-53; 77-70 

Trunk 43 
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UniPiea+bn 71 


Values 9 
Vanishing poinl 0>7 
Vellum 15 
Ver+ieal s+rokes 27 
Visual selee+bn 71 

Wa+er 59-62 
Wa+ereobr paper 1 6 
Wa+erPall 59, 61 
Waves 62 
Wrisl 27 
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Tl4<?MAS> O, WAN6r, FAUbA, is a lalen led arlisl and designer who has spenl his 
eareer inspiring his many eolleagues and sludenls, His unique abilily lo ereale 
simple, yel subslanlive, spontaneous drawings combined wilh his passion Por 
visual eommuniealion has inspired lens oP Ihousands lo draw, 

Aurrenlly, Tom is presidenl oP Wang Assoeiales Inlernalional, a eonsulling Pirm 
engaged in The praeliee oP landseape arehileelure, land planning, and urban 
design, I4e reeeived his baehelor’s degree in landseape arehileelure Prom Ihe 
Universily oP Oregon and a maslers degree in landseape arehileelure Prom Ihe 
Harvard Urraduale Uehool oP Pesign, I4e is a regislered landseape arehileel in 
Massaehusells, Minnesola, and Miehigan, 

Tom was Ihe direelor oP design al Uasaki Assoeiales, Ine,, where he was in 
eharge oP inlernalional landseape arehileelural projeels Prom 1 990 lo 1993, I4e 
was a senior proj&ci designer and manager Por a variely oP mullidiseiplinary proj- 
eels involving landseape arehileelure and urban design, I4e has Iwenly-Pive 
years oP proPessional experienee ineluding eoneeplual design, masler planning, and 
design developmenl serviees Por a variely oP land planning, resorl development 
Iheme park, and urban landseape projeels, I4e speeializes in erealive eoneepl 
Pormulalion, visual eommuniealion, and design expressions, 

Tom has aulhored Pive besl-selling lilies ineluding F’/an and F>eciion [drawing, 
Second Ediiion, also available Prom Wiley, 1— Pis drawings have been exhibiled in 
major U ,0>, inslilulions and he Preguenlly leelures al universilies and major 
design eonPerenees, 

Tom was a proPessor in landseape arehileelure al Ihe Universily oP Miehigan and 
al Ihe Harvard Urraduale Uehool oP Pesign, 




